The relationship between modernism and nostalgia in the case of E. M. Forster might be summed up simply: he is not a modernist because of the form of his nostalgia. Sometimes granted honorary status as a modernist on the basis of his last novel, A Passage to India (1924) , Forster has been viewed as a nostalgic throwback to Edwardian or even Victorian sensibilities.
1 Since Lionel Trilling's wartime study E. M. Forster (1943) , readings of Forster have remained remarkably consistent: the preeminent moralist of his age, yet not a "great" artist; an embodiment of "values," which are transmitted perhaps too transparently through his fiction; an outspoken defender of liberalism, yet anemic in his writings, unwilling to be revolutionary in aesthetics or politics.
2 For his critics and defenders alike, Forster's voice can be heard most clearly through the narrator of Howards End (1910) , pining for the disappearing country houses and the rural Englishness for which they stand, uneasy about industrial modernization, motor cars, and the chaos of the city.
If Forster were viewed as more central to the modernist canon, however, his nostalgia might question long-standing assumptions about the relationship between aesthetics and politics. The relative disregard for the topic of nostalgia among scholars of literary modernism has been motivated not only by the pronouncements of more canonical modernists regarding their radical break with the past; it has also been motivated by anxieties about connections between nostalgia and what Michael North has called the "massive authoritarian fantasies" of William Butler Yeats, T. S. Eliot, and Ezra Pound (186). The so-called political aesthetic of modernist authors served to reconcile contradictions that plagued liberal capitalist democracy: between individual and society, individual needs and abstract individualism, freedom and coercion. The coincidence of modernist aesthetic visions and the rhetoric of fascism, however, led North and others to confirm earlier injunctions against "aestheticizing politics" made by Walter Benjamin and Theodor Adorno.
3 The reconciliations presented in art, according to this line of thinking, are at best delusive and more likely repressive fantasies that require the active erasure of difference. Nostalgia, according to this line of thinking, represents a mode of aestheticizing the pastrendering it beautiful by means of a deliberate and often pernicious amnesia. 4 The fantasy of reconciling political antitheses through the aesthetic mediation of art was central to Forster's vision throughout his career, apparent in novels such as Howards End (1910) and in the essays, lectures, and radio speeches collected in Two Cheers for Democracy (1951) . Yet even during liberalism's so-called "dark years" of the 1930s-40s, when so many of his contemporaries were dismissing it as outdated and ineffectual, Forster publicly defended liberal democracy. By exploring why his political aesthetic never devolved into the fascism predicted by Frankfurt School Critical Theory, modernist studies scholarship could provide a crucial contribution to understanding various forms of modernism, and have broader implications for the reemerging interest in aesthetics throughout the humanities. Indeed, it is striking that modernist studies has transformed so radically since the late 1990s, yet North's assessment remains largely unquestioned.
I will argue that Forster's nostalgia played a crucial role in shaping his political aesthetic in ways that made it irreconcilable with authoritarianism. Rather than bracketing off Forster's nostalgic rhetoric from his putatively more central concerns, I will argue that his political aesthetic required a nostalgic mode of representing the past in order to emphasize what will be addressed below as the unique and limited form of knowledge that art provides. The consistent pattern of identifying himself as an anachronism, belonging to "the fag-end of Victorian liberalism" (Two Cheers for Democracy 67), was crucial to Forster's project of distinguishing between evidence-based and experiential knowledges. Such a distinction allowed Forster to locate within art a source of knowledge that cannot be reduced to empirical sense data. Nostalgia, in other words, does not function as a tool of ideological mystification, providing an image of reconciliation by concealing enduring social tensions. Rather, it functions as a way of interpreting the world such that the present is judged in relation to unfulfilled longings and aspirations. Such a mode of interpretation is crucial to Forster's particular form of liberalism, which is associated less with universalizing abstract rights than in addressing unfulfilled human needs.
